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The painter and architect Giorgio Vasari was the 
founder of modern art history. His Vite, or Lives, 
flrst published in Florence in 1550, are the first 
printed book to be devoted exclusively to the 
history of painting, sculpture and architecture.
In 1568, he published the second, considerably 
enlarged edition, likewise in Florence, six years 
before his death. In the introductory section 
of this work Vasari also proposed the earliest 
theory of all three sister arts. The Vite are the 
first detailed portrayal of Italian art as a whole 
since Cimabue and Giotto, described by Vasari 
as a process of the rinascita (rebirth) of antiquity, 
sometimes referring to it as the maniera moderna' 
He divides these almost three hundred years 
of art history into three epochs: the first covering 
the fourteenth century, or what might be called 
the pre-Renaissance; the second, beginning in 
the second quarter of the fifteenth century - what 
we today call the Early Renaissance; and finally, 
the third epoch of perfection, the true maniera 
moderna, cuiminating in the sixteenth century.
We refer to the latter today using thc terms High 
Renaissance and Mannerism.
Vasari’s Vite are the first comprehensive com- 
pendium of artists’ biographies. They are divided 
into three series corresponding with the three 
epochs of the rinascita. Aided by co-authors,2 
Vasari wrote prefaces to each of these three series 
in which he expounded a “grand narrative”3 of 
the history of the arti del disegno (discgno meaning 
both “drawing” and “design”). His Vite raise the 
artist (mainly men, but a few women) to the intel- 
lectual and social level of philosophers and poets.
The arti del disegno are also placed above crafts- 
manship (arti) and guilds (which were also called 
arti): the practice, customary since the eighteenth 
century, of referring to art (“die Kunst”) as a 
“metatechne”4 superior to other techniques and 
manual skills has its origin in Vasari’s definition of 
the arti del disegno as autonomous cultural tech- 
niques with their own rules and thcir own history.
The first edition of Vasari’s Vite, the so-called 
“Torrentiniana”, was published by the ducal 
court printer Torrentino. It contained only one 
biography of a living artist, Michelangelo. Some 
principal artists of the maniera featured in this 
exhibition - Andrea del Sarto (one of Vasari’s 
teachers) and Rosso Fiorentino - had already 
died in 1530 and 1540, respectively. Their biog- 
raphies in the Vite of 1550 are an important 
source of information about their lives and work. 
At the same time, the Torrentiniana confronted 
the living representatives of the maniera, such as 
Pontormo and Bronzino, with a first summary 
of the history of art in the modern era in which 
they still had to find their place. Vasari conceived 
his history of art of 1550 as a teleological progres- 
sion culminating in the oeuvre of Michelangelo. 
For Vasari, the art of his time achieved a state 
of unparalleled perfection in the works of Michel- 
angelo and in the mature works of Raphael.
Only in the 1568 edition, the so-called 
“Giuntina”, did Vasari formulatc an answer to 
the question of how contemporary artistic 
creativity could be pursued in any meaningful 
way, given that such a state of perfection had 
already been achieved. With respect to this 
“fourth epoch”, which he had already proclaimed 
in the dedication of the 1550 edition, he called 
for collective authorship and for cducation and
artistic collaboration under the supervision of 
the newly founded Florentinc Accademia del 
disegno, the first Academy of Fine Arts, that he 
co-founded in 1563. By contrast, he rejected the 
expressly individual and bizarre styles developed 
by the artists of thc maniera since the 1520s - as 
evidenced in his biographies of Pontormo and 
Rosso, whom he deemed to have failed.
Vasari weaves humanistic and Christian ideas 
into thc historiographic structure of his Vite, 
adopting thc ancient pagan idea of the four stages 
of childhood, youth, manhood and old age, on 
which he bases his account of ancient oriental, 
Greek and Roman art history until its decline 
in late antiquity. Following a humanist tradition 
since Petrarch, hc divides art history into Clas- 
sical Antiquity, the barbaric Middle Ages and 
the rinascita (modcrn term: Renaissance) of the 
antique that began from the time of Giotto. In 
Vasari’s paradoxical coining of the term “progress 
of thc Renaissance” (progresso della rinascita) there 
resonates a reference to the progress-oriented 
way of thinking that informed the Christian the- 
ology of history - hc certainly docs not interpret 
the rinascita as a historic punctum, as was recently 
asserted.5 Vasari’s summary of art history since 
Genesis is a systematic and progressive history of 
the arti del disegno and includes numerous anec- 
dotes within his biographies of individual artists 
(initially 133, subsequently 169). The second 
edition contains more than double the volume 
of text, partly owing to extensive collective biog- 
raphies. Comprehensive indices provide a guide 
to the text. But the basic contours of his sweeping 
narrative of art history culminating in Michel- 
angelo, told according to the model of thc “grand 
narration” of thc Bible and the world chronicles, 
arc preserved.6
The historic part of the Vite traces the history 
of art and architecture since Genesis and the 
advanced civilisations of the Orient all the way 
to Vasari’s own day. It begins with God as the 
creator of the architecture of the world and his 
“first sculpture”, Adam, and ends with the Last 
Judgement by thc “divine” Michelangelo, unveiled 
in 1541 - according to Vasari also to be seen as 
a judgcment over all art, both ancient and mod- 
ern. Vasari’s “grand narrative” of art follows 
thc important division of salvation history into 
three epochs of the traditional Christian inter- 
pretation of the Bible. The first epoch (ct'a).
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comprising the first series of artists’ biographies, 
corresponds to the biblical epoch of the “time 
before the law” (ante legem). Giotto appears as the 
Abraham of a new art, learned only from nature 
and not from other masters, and as the founding 
father of a “family” of pupils and their pupils 
with many branches.7 Vasari equates' the second 
epoch of the Renaissance - one passage in the 
Vite already uses the modern term rinascimento8 - 
with the Florentine Early Renaissance and 
its masters of the newly discovered rules of art.
He praises their “rule, order, proportion, disegno 
and style (maniera)”9 and extols their perfect 
command of perspective, of anatomically cor- 
rect mimesis and of the architectural “orders” 
of antiquity. The second epoch is characterised, 
analogous with that of the Bible, as an epoch 
“under the law” (sub lege).
He writes that Leonardo founded the terza 
maniera, the third epoch of the Renaissance, 
achieving “divine grace” with his works. This 
epoch is crowned by the works of the “supremely 
graceful” Raphael, who was born and died on 
Good Friday, but above all by Michelangelo, 
the “divine”, trinitarian father of the three sister 
arts, who reaches “a completely and truly gra- 
cious grace.” Thanks to Michelangelo’s achieve- 
ments, including perfect grazia, Vasari asserts, 
the arts have attained their “utmost limit and 
end,” reaching such admirable perfection that 
they surpass even nature itself and antiquity.10 In 
the preface to the third section of the Vite this 
final epoch of the rinascita is charged with the 
traditional characteristics of the third epoch of 
salvation history “under grace” (subgratia). Its 
crowning masterpiece, Michelangelo’s Lastjudge- 
ment, anticipates the eschatological end and telos 
of biblical time.
Only in the third epoch the mastery of the 
rules is amended with freedom (“licenzia”) that 
fmally enables “perfect grace, surpassing all 
measure.”
Only then, according to Vasari, was perfect 
imitation both achieved and surpassed; only then 
did the artists lend their figures a roundness and 
a gentle softness that “made them appear not 
as awkward as in reality.” Correggio had already 
painted hair in a way that made it seem “even 
more beautiful than natural hair.”11 Surpassing 
imitation, invention (invenzione) leads to new 
perfection.12
Here the artists of the maniera could cer- 
tainly see themselves endorsed. At the same time, 
Vasari recommends collective authorship under 
the auspices of an academy of art. Just as after 
the passing of the Messiah the Church became 
the custodian of the means of salvation, so the 
Accademia delle arti del disegno was intended 
to administer and hold on to the insurmount- 
able means of art, brought forth by Raphael and 
Michelangelo. The accomplishments of art now 
bccame both teachablc and learnable. Collective 
authorship for Vasari was not so much about 
enhancing quality as about increasing efficiency 
and spccd.'-' Whereas previously it had takcn six 
years to paint a panel, now, according to Vasari, 
six paintings could be made within a year.14
For the 1568 edition Vasari and co-authors, 
especially Vincenzio Borghini, not only expandcd 
and complctcd thc biographies already published 
but also added many “new Vite” (as the frontis- 
piece of thc final volumc states), including a col- 
lective Vita of the members of the new Florentine 
academy and the biography of the court painter 
Bronzino. Vasari is less critical of the latter than 
of Bronzino’s teachcr and friend Pontormo. 
Vasari’s autobiography forms thc keystone to 
the 1568 edition of the Lives - in which he con- 
trasts the allegedly bizarre lifestyles of the likes of 
Parmigianino, Rosso and Pontormo with the 
ideal of the sociability of the artist.15 
GERD BLUM
1 ln the preface to part three, Vasari uses the term maniera 
modema in the narrower sense as the art of the third epoch 
(“terza maniera, che noi vogliamo chiamare la moderna”).
In other places the maniera moderna is used to mean art since 
Giotto (Vita of Stefano Fiorentino from part one) or art since 
Masaccio (preface to part two).
2 Regarding the collective authorship of the Lives see Scapecchi 
1998; Hope 2005; Blum 2010 and Blum 2013.
3 Lyotard 1983.
4 Williams 1997.
5 This thesis was proposed by Hones/Kuhn/Petcu/Thurigen 
2013, p. 1, and Burioni 2013, p. 27.
6 See in contrast Burioni 2010, p. 127: “It is not easy to separ- 
ate a historiographical concept from the corpus of the Lives 
Contemporary readers familiar with the traditional Christian the- 
ology of history from the writings of Augustine (in particular his 
City of God) and from the medieval and early modern universal 
chronicles, as well as with the structural principle of the most 
widely known compendium of the lives of the saints, the Legenda 
aurea, or Golden Legend, will no doubt have found it easier to 
understand such historiographic models; see Blum 2010 and 
Blum 2011, pp. 144-164, as well as Von Schlosser 1924, p. 282, 
and Brassat 2003, p. 101.
7 See Barolsky 1996, p. 16, 26.
8 See Warnke 1979.
9 Vasari - Bettarini/Barocchi 1966-1987, IV (1976), p. 3.
10 These and following Vasari quotations can be found in Blum 
2011, pp. 160-162, and in Blum 2013, pp. 157-159.
11 Vasari - Bettarini/Barocchi 1966-1987, IV (1976), p. 9.
12 Ibid., p.10. See Braunfels 1964; Blum 2014 (on Vasari’s 
"Life of Michelangelo”).
13 See Ruffini 2011, and Blum 2011, p. 228.
14 Vasari - Bettarini/Barocchi 1966-1987, IV (1976), p.10.
15 See Rubin 1995 and Blum 2011. Both editions of the Vite are 
published in an excellent version with commentary: Vasari - Bet- 
tarini/Barocchi 1966-1987; retrievable also online. Since 2004, 
Alessandro Nova and his team have published an excellently trans- 
lated and annotated edition of most of the artists’ biographies and 
all theoretical and synoptic texts (prefaces) in forty-five volumes: 
Vasari - Nova 2004-2015.
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DELLE VITE DE’ SCVLTORl
PITTORI, ET ARCHI-
T E T T O R I,
QiefonoBatida Qmabue in qua, 
SCRITTE D A M. GIORGIO VASARI
PlTTOR,ET ARCHITETTO ARETIN’b.
T’rimo Volumc dellaTerzji Partca.
P R O E M I O.
ErameNTE ordnilc,xurumentofcceroalleJr- 
<i dclhi Jnhite«ura,Pi«nra,&'Scultura (juelli cc 
ceUenti Maeftri,che noi habbiamo defcritnfm t/ni, 
nella Scconda Parte di tjueilc V ite; ylootHpicndo 
alle cofedeprimi, Iitoola, Ordine, MijttrayDife- 
ono,&Maniera; Je non in tuttopcrfettamcntc,ta 
to almanco'victno al ~Vtrotche i T’ertydi chi not ra 
oioneremo d.t epti aitanti,potcrono mediante 'jucllu 
nte, folleuarfi, & cudurfi aila fommapcrfcTgiwe, 
doitc habbiamo le cufc moderne di maooiorpreno, 
& piu celebrate. Ma perche piu chiaro ancorft conofca la quahta dclmipliormcn 
to.che ci hamto fatto ipredettiMrtefciynon fara ccrtofuori dipropofito dichiarare 
inpocheparole i cinque aopiunti,che ionominai: Et difcorrer ficcintamcntc dondc 
fia nato qucl "Vm> buono; chcfiperato ilfcolo antico,fa il modernofijdoriofo. Fu a- 
dunejne la rcgola nclla archttettura;il modo dcl rnifitrare delle anticaolie, ojjeriiando 
le piante depli cdfcij antichi,ndlc operc moderne. L'ordmeft il diuidere tun Gene- 
re daltaltro, f che toccafje ad ogni corpo lc membraftc;&non f carnbiaffepiu tri 
loro il Doricojo IomcoplCorintioy&ilTofcano: & la mifura fu ~vniuafale finel- 
la Mrchitettur.i,comc nclla Scnlturayfare i corpi dclie figure rettt, dritti, &conle 
membra organhpatiparimentc ; & il fimilc nellapittura: ildifernofu lo Imitarcil 
piu bcllo dclla natirea in ttitte le figure, coffcolfiirc, come dipinte, la qualparte ~vie- 
nc da.Uo hauer la mano, & tni<'e<>no, che raporti ttitto qucllo, che ~vcde tocchioin 
fulpiano,o difrni,o infufogh,o tauolayo altro pianogiui hfimo & apunt o;&' cofi 
di nhcuo nella Scultura:La mamera ~venne poi la piit bellaydalthauere meffo in ~vfo 
ilfrequcntc ritrarre le cofepiu belle;& da quclpiu belloo mant,o tcfle,o corpifl oa •
D H Z E V 1 T El
be apojuonerle infemc&farc una fipura dt tutte quelle bclle%%e,che piu fpoteua; 
& metterla in ~vfb m ooni operaper tutte le fiaure, cheper quettofdice ejjer bella 
mamera.Quefle Cufe non Ihaueua fatre Giotto,ne quc’primi Mrtefici,fbene eo/i- 
no.haueuano fcoperto iprincipii di tiute quefle difficoltd ; & toccatele mfupnfcie , 
come nel dije°no,piu uero,che non cra prima,&piu fimilc alla naturafl& cofi /’>- 
nione de’ colort-, & i componimenti dellc fi*urc netie jlorie; &• molte altre cofe,de le 
qnalt i baflan^d s'e rapionato. Mafbene i fcondt aoomentarono <n-andemente 
d qucflc arti tuttc lecofe dette di fopra, elle non erano pero tanto perfette, che elle fi- 
ntfiino di azjnupncre allintero della perfn&ione. Mancandoci ancora netia revola, 
1vna licen\iayche non efjendo di reoola, fujje ordmata nella re^ola; &potefjefldre 
fn^dfare confufione, oguaflare tordtnc. llquale haucua bifogno (f ~Vna muen^io- 
ne coptofa di tntte le cofey&d'~vna certahelle^a contmuata m ogni minima cofty 
che mofrajje tutto qtteti’ordme con piu ornamento. Nelle mifurc rnancaua ~Vno ret- 
togiudisjoflhe fn%a, che lefirurefufiino mijurdte,hduef]ero in qucllegrande^e, 
ch'clleeranfattc,'vna graajd, che eccedefje la mifura. Nel difegno non 'verano «li 
eflrenn del fine fuojierche fe bene e'jaceuano ~vn braccio tondoy& ~vnd «amba (?/- 
rittd;non era ricerca con mufoh con quellafdcihtagra^iofa, & dolce, che appdri- 
fiefral uedt,& non ~Vedi;comeftnno ta carne,&‘ le cofe'riuc.Md etie erano crudc, 
&fiorticate,chefaceua difficolta agh occhi,& dtire^a nella maniera^Allaqua- 
le mancaua ~vna leggiadria difare fuelte,&ora^iof tuttele fi°vre,& mdfiimame 
te lefemmine, & iputti con le membra naturalt, come agli huomim: ma ricoperte 
di quclle orafic^c,&atmofi td, chc non fanogoffeycome h naturdli, ma arteficid 
te dal dfegno ,&dal oiudi^io. V i mancauano ancora la copia de’ belh habiti, U 
"Varicta di tante bi^arrte, la 'vaghe^a de' colorija yniuerfira ne' Cafamenti; & 
la lontdnan^a, & 'varieta ne’paefi: & auegna che mojtt dt loro commciafimo co- 
me Mndrea Vcrrocchio^AntomodclPollvuolo,&molttaltriptu  mcdemitacerca 
re di fare le lorofigitrepin fludiate, & che ci apparijje dentro magnior dfiegno; con 
quella imitaajoncpiu fimile,&pht apunto alle cofe naturahmondimcno e' non Ve- 
ra il tutto ancora,che cijufje {~vna fctirtap;u certa, t he ivltno andauano inuerfo il 
buono; & ch’ellcfufiinoperd approuate fecondotoperedeoli antichi, comef'vide 
quandoil Vcrrocchio rijccc le gambe, & le braccia di marmo al Marfid di caja Me 
du i inFioren^mancando loropure ~vna fine,& 'Vna ettrema perfrg^onc ne’pie 
di, mani,capegh, barbe, ancora che il tutto dcllt membra, fa accordato con tanti- 
co,& habbia 'vna certa corrffionden^a gjufia nellc mifure. Che s'eohno hauefimo 
hautito quelle mmu^ie de ifint,che fono la perfe^ione,& ilfiorc dTltarte; hareb- 
bono bdnuto ancora ~Vna gaohardr^a rifoluta nelCopere loro;& nefarebbe confe- 
guito'la legoiadna, & 'vnapulites^a, &fommag-a^ia,che non hebbono, anccra 
che >/ fia lo ilento della diltgenafidflfxfo„ quclh,d>e dxnho °h Qremi delFarte,nel- 
lebcllefiourefl diriheuo,odipinte. Quellafine,&quelcn'tochechecimancaua, 
non lopoteuano mettere coftpreflo tn att0,auuenga, che lofludto mfecchtfcela ma- 
niera,quando c%h eprefoper termmare ifint,in quelmodo.Beneto trouaron poi do-
po
Vitadilacopoda'T’untormoTUtonJiorcntini. j
L’antichi.b vero maggiori di Bartolomcodi lacopodiwro 
padrcdi Iacopo da Pimtormo dclqualeal prcfeme fmoia 
ia vita,hcbbono,fecondo chcalcuniafrerniano,cnginco 
rAndfa,caftelIodd Valdarnodi foprajalhifamofi) p« 
redili trattafimilmentelaprima originc gl’antichi d»Mi 
Franccfco Pctrarcha. Ma 6 di Ii h d'altrondc,chcfullero ftati ifuoimM
riB.mo!omeofopradetto,ilqua!cfuFiorentino,efecondoche
to dclla famiglia dc‘ Carucci, fi dicc d.c fu difccpolo di DomcnicoddO
landaiojcchchaucndomoltccofclauoraroin Valdarno.comepiuo'f'
doquc’tcnrpi ragioneuolc.condottofi finalmcntca Euipoliahi'da*
ucrijCquiuLcnc’luoghivicinidimorandojprcfemoglicin f)uiltonl^(1j
IACOPO DA PVNTORMO
moltovirtuofa.edabenfanciulla.chiamata Alc(7andra,figIiuola diPasqua 
JcdiZanobi.cdimona Brigida fua donna . Di qucfto Bartoiomco adu 
qucnacque I'anno 14?;. Iacopo. Ma eflcndogli moi^to il padrc I’anno 1499. 
lamadrcl'ano 1J04. & l’auoloPanno ijo6.6c cgli rimafo al goucrno di mo* 
na Brigida fua auola , laqualc lo tcnnc parccchi anniin Puntormo.cgli 
fcccinfcgnarclcggerc.cfcriucrc, & iprimi principijdclla grammaticaIau- 
na; fu finalmcntc dalla mcdefima condoito di trcdici anni in Fircnzc, c mcf 
fo ne’Pupilli.accio da qucl A-lagiftraro,fccondo chc fi coftuma, fufll-ro lc fuc 
pochefacultacufloditc.cconfcruatei&Iuipoltochchcbbcin cafa d’un Bat 
tiftacalzolaio,vnpocofuoparcntcjfi torno monaBrigida aPuntormo,& 
menofcco vnafordla di cflo Iacopo.Ma indi a nornoiio cflcdoaco cffa mo 
na Brigida morta.fu forzato lacopo a ritirarfi la dctta forel’a 1 Fiorcza,e mct 
tcrlaincafad’vn fuoparcntc chiamato Nicolaio, ilqualc ftauanclla viadc* 
Scrui. MaanchcqucftafanciuIIafi'guitandoglahrifuoi,aiianii fuflcmari 
tata fi mori l'anno 1 j 1 i . Ma pcr tornarc a Iacopo.non cra ancho ftato molti 
mefiinFiorcnza.quandofumeflbdaBcrnardo Vcttoria ftarc con Lionar- 
doda Vmci,cpoco dopocon Mariotto Albertinclli,con Piero di Cofimo.c
finalnicntc I’anno ijia.con AndrcadclSartorcolqualcfimilmcntcnon ftct 
tcraoltoiperdochcfatti chchcbbclacopoicartomdcll’Archctto dc Scrui, 
delqualclipatlcradifotto.nonparucchcmai dopolovcdcflc Andrcaben 
volenticri,quaIunchcdidofifuflclacagionc.Laprimaopcradunquc,chc
facellelacopoin dctto tcmpo,fu vna Nunziatapiccoletta pcr vn fuoamico 
sarto; macflcndo mortoil sarto prima.chc fuflc finita I'opcra fi rimafc 1 ma 
nodi Iacopo,che allora ftaua con Mariotto; ilquale nhaueua vanagloria, e 
lamoftrauapcrcofararaacbiuncheghcapitau-iabottcga. Ondc vcncndo 
d> que’giorni a Firczc RafFacllo da Vrbino,vide J’opcra,& il giouincito,chc 
rhaucalatta,coninfinicamarauiglia,pcofctandodi lacopoqucllo.chepoifi 
cvedutoriufcirc. Non moltodopocflcndoMariouopariitodiFircnzc,cr 
andatoa lauorarca Vitcrbo la tauola.chefra Bartolomco vi haucuacomin- 
data,Iacopo ilqualcera giouanc,mahnconico,c folctario, rimafo fenza mae 
ftro,andoda pcrfcaftare con Andrca dcl Satto, quando apunto egliha- 
ueafbrnitoncl cortilcdc’Scrui lcftoriedisanFilippo,lequa!epiaccuanoin 
finitamentca Iacopo.fi comc tuttel’altrc cofe.cla manicra, cdifcgnod’An- 
drea. Datofidunquclacopoafarogniopcrad'immitarlo,non pafsomol- 
tochcfi vidchaucr fatroacquiftomaranigliofb nel difcgnarc.&nclcolori- 
re. In tantochcallapraticaparuc.chcfu/rcftatomolti anniall'arRr.Hora 
hauendo Andrcadi quc’giorni finita vna tauolad'una Nunziata,pcr la chic 
fadeftaiidi san Gallo hoggi rouinata,comc fi cdctto nella fua vi:a,cgli dic- 
deafarelapredclladiqucllatauolaaolioalacopo ilqualevifcce vn Chri- 
fto morto con duc A ngiolctti.chcgli fanno lumc con duc torcc,c io piango 
no.edallebandcin ducrondi, ducrrofcti, i quali fiironocofi praricamentc 
Jauorati.chc non paiono farti dagiouinctto, m.i da vn pratico maeftro. Ma 
puoancho cflere comedicc il Bronzino ricordarfi haucrc udito da cflo Iaco 
poPuntormo,chcin qucftaprcdclla Iauoraflcanchoil Rollo. Maficomca 
nrcqucftapredellafu Andreada Iacopo aiurato,cofifufimilnigntcinforni 
temolii quadrij&’ opcre chc continuamcntc faceua A ndrca. In qucl mctrc
Ooo 2
Vol. 3, pp. 473f.: beginning 
of the “Life of Pontormo”, 
together with his portrait.
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